Background The aim of this paper is twofold. To begin with, we add to the understanding of how the UK's fashion industry field operates and how particularities of interactions in this field influence the entrepreneurial performance of new entrants. This builds on previous knowledge concerned with the obstacles to the creation of sustainable production chains. Secondly, we aim to explore the hypothesis that, in the UK, independent fashion design businesses are not growing as effectively as they might be, because they are locked-in in the design-driven, retail-led, London-based networks strongly dominated by links with designers' former colleges, intermediaries and other institutions to the exclusion of potentially more productive relationships based outside the core of the field, whether elsewhere in the UK or internationally.
Introduction
The aim of this paper is twofold. First, we add to the understanding of how the fashion industry's field operates and how particularities of interactions in this field influence the entrepreneurial performance of new entrants. Part of this is to add to the previous knowledge on the obstacles to the creation of sustainable production chains. Second, we aim to explore the hypothesis that in the UK independent fashion design businesses are not growing as effectively as they might be, because they are locked-in (Wenting and Frenken, 2011) in the design-driven, retail-led, London-based networks dominated by strong links with their former colleges, intermediaries and other institutions to the exclusion of potentially more productive relationships based outside the core of the field, whether elsewhere in the UK or internationally.
Our research addresses the need to reverse the high failure rate of designer businesses (TCSG, 2000) . There is a need to find ways of accelerating entrepreneurship and economic development in the fashion industry.
Fashion is a creative and cultural industry and is an important source of innovation, knowledge creation, and economic growth. Fashion is typical of important world city-regions: Paris, New York, London, Milan, Tokyo, and is one of the UK's most successful industries, with 8% of GDP (£21bn) and over 800,000 employees (BFC, 2012 (BFC, , 2010 (BFC, , 2009 ). It enhances the country's image and boosts economic growth via exports and on-line sales as well as through direct sales to visitors. The UK can claim world-leading capabilities in both fashion design and retailing (BFC, 2012).
The high-end fashion sector sees between an estimated 20 and 50 new UK designer/wholesale labels looking to break into the market each year. Some designers have achieved £2 million p.a. turnover within four years of their label's launch. However, this high growth is achieved by only 10% of labels (DCMS, 2013) . Some commentators acknowledge the disparity between the international visibility of fashion industry and the economic returns (McRobbie, 1998) and raise the question: Why do so many of the most talented designers go bankrupt within a few years of leaving college?
Methodology
In order to understand how the fashion field works we analysed existing literature, use the previous research of one of the authors and conducted www.aodr.org 39 primary research using case-study technique directed specifically towards the aims of this paper. We used a database of designers generated in our Answers to these open-ended questions were recorded, transcribed and analysed to identify themes and linkages. Additional information from the designers' websites and press and governmental documents and statistics were used to identify the specific position of independent fashion designers in the fashion field.
The next section describes the fashion field in London and the position of independent fashion designers within it. Selected material from the case studies is embedded in the text and quotations used to highlight some points.
Results
Fashion designers are situated within the industry's dominant buyerdriven chains and are normally the managing directors or owners of their firms. This implies the need to set up and coordinate trade-based horizontal networks as a contribution to the success of the industry (Gereffi, 1999b; Gereffi, 1999a) . It is the designer who has to establish relationships with a network of buyers and suppliers that would be cheap and reliable enough to satisfy the needs of their unpredictable, changeable and 'just in time' ('agile') operations. Without establishing this network, and without making these relationships an essential part of their social capital with attributes of trust and reciprocity, start-ups will not be able to survive and grow (Hite and At the same time the fashion field in London is also highly institutionalised Some of our interviewees reported that winning an award was important for their CV; however, it did not necessarily improve their chances of business success. As other researchers have explained (Skov and Meier, 2011) , if a designer has a company at all, it is such a small business that it cannot handle the steep increase in orders if they suddenly arrive as a result, for example, of winning an award. In this way the twin ambitions of contest/ legitimisation and business success are de-linked (ibid.).
Students with a degree from the London fashion schools are already well inserted into the system and have a strong social capital of particular typepeers and teachers who often are fashion designers themselves, -on which they draw during their career (Pratt, et al., 2012) , thereby reproducing both social and cultural capitals As one of our interviewees described:
There are strong links between educational institutions and independent fashion designers in London: first many students from colleges work as apprentices in designer firms, and second, designers often teach part-time in the colleges when the workload at the firm is low or not existent. Trying to establish their position in the London field fashion start-ups develop different strategies in relation to available resources and contacts and influences available. As previous research has shown (Rieple, et al., 2013) there are several typical tactics for doing so. For example, some engage enthusiastically with all external sources of knowledge, building contacts among fashion experts, fellow designers, participating in fashion events, and paying attention to the expectations of and feedback from customers.
They also believe that talking to other designers is important for their design work. They regarded sample houses, where they may see the work of other designers, as interesting places to browse.
Others, however, have a more individualistic approach to their work and are not interested in engaging with fellow designers or visiting sample houses (ibid.). This same study also identified some designers who appeared to want to ignore the opinions of their peers or buyers in their designing and at the most extreme, some at the periphery of the field who try to ignore the 'rules of the game' altogether. It remains to be seen which of these groups achieves greater success, either economically or reputationally.
These findings support previous research that has shown that there can be a non-significant (Smith et al., 2005) , or even negative, relationship (Ahuja, 2000; Echebarria and Barrutia, 2013) between innovation and social capital.
For example, one of our interviewees emphasised: I abandoned my course at fashion school because I did not want to 'make products for a particular niche of customers' as the tutor required. Such restrictions did not fit my creativity, I preferred to be free from 'the system' and do my own thing.
Another interviewee similarly emphasised that he does not participate in networking much as he has to concentrate on developing his own ideas and then his own collection. This is explained by the fact that creating new relationships is costly and maintaining existing ties also consumes time, energy and financial resources; as tie strength is increased, there is less time left to seek out new resources that may lead to the good ideas that fuel innovation (Zheng, 2010) . This is consistent with the idea that it is the weak ties which are relevant to innovativeness (Beugelsdijk and institutions such as the fashion schools and industry institutions which do not emphasise the craft 'know-how' and production aspects of the industry (Pratt et al. 2012 ). Many commentators emphasise the paradox that despite their reputation for innovativeness many of the businesses within the London fashion system seems not able to profit from it.
Conclusions

